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USIC is a Science, which teaches Ho w ■ to difpofe and conduft 
agreeable Sounds in a limited: Succeflion and true Relation j and 
like wife an Art, whereby to perform the fame with fuch ifuftnefa 
and Dexterity, that the Ear, as well as the Underftanding, may meet 
with entire Pleafure and Satisfadtion, from its Confonancy. and orderly 
Progreffion. 

From this Definition it. plainly appears,: that Mufic not only is to be 
confidered as an Art, but alio as a Science, and that it. is impoflible to 
pleafe both the Ear and Underftanding, unlefothe theoretical Part be joined 

to the practical. 

It divides itfelf into Melody and Harmony: Melody is a Succeflion of 
agreeable Sounds, ftanding-iji Relation to its fundamental Trias (3. 5; 8.) 
Harmony is either natural or artificial. By natural Harmony we under- 
(land properly the harmonic Trias, i. e. the common Chord. By artificial,. 
a continual Variation of Chords with Difcords intermixed , likewiie bear- 
ing Relation to the natural Harmony of- the fundamental Trias, 

From hence it will be eafy to decide that Queftion* whether, or in what : 
Refpeft the Melody arifes from the Harmony, or the Harmony from the 
Melody. 

It lilcewife; eftabfifliesiinconteftably this Pofition.^ that- all true Mufic 
is grounded upon this Trias, without the Knowledge of which no. Cora 
pofer could produce two melodious Sounds. Our Diatonic Scale is a Proof 
of this,, being the mod natural Succefiion of Sounds, but more of this i 
hereafter in its Place, 

In the Doftrine of Thorough Baff we chiefly treat of full Harmony,,, 
wherein the* fundamental Principles of Compofition are laid .down.. 

In order to find. the fureft andmoft expeditious Method of attaining to** 
a true Knowledge and Practice thereof, we muflbe thoroughly acquainted' 
with the harmonical Trias, or Common Chord, and its various Kinds.. . 
The. reft of the Chords may be confidered as Inverfions, . Tranfitions, Re-- 
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tardatlons and Anticipations of the common Chord, to which they refer.* 
Thus by knowing, the Nature of each -Chord, and in what Manner it 
proceeds, one may make a much greater Improvement in the Theory and 
Practice of Thorough Bafs than by any other Method whatfoever. 

Through the whole Courfe of this Treatife I have carefully kept to 
that Order in which one Chord -naturally- arifes from the other, and. for 
that Reafon the Learner will find it more expedient to obferve the faipe 
in the Perufal of it. By the continual Practice of which any Learner of 
a tolerable Genius may be fure of becoming foon a Proficient in that noble 
ima moff ufeful Branch in Mufick. 

According to the Plan propofed in this Treatife,- we fhall confider the 
Contents under the following Articles. 



i . Of the Diatonic Scale. 

2. Of Intervals, 

r. Of the Common Chord, 

4. Of the two principal Keys. 

c, Of the fir/1: Invcrfion of the common Chord. 

6. Of the fecond Inverfion of the fame, 

7. Of the fifth Note in the Scale. 

8. Of the Scale according to its ufual Figuring, 
o. Of Modulation into other Keys. 

jo. Of Diicords in general. 

1 1 . Of Tranfition. 

12. Of the Chord of the Seventh. 

13. Of Retardation. 

T4. Of Anticipation- 

1 C. Of the Chord of the Ninth. 

16. Some Rules and Remarks relative to the Accompanyment in 
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emulation of Gompolition. 

Since in this fcicncc chiefly full Harmony is treated of, 
it is very requiiite, that whoever intends to become a Pro- 
ficient herein, fhould beforehand be well acquainted with the firft Rudi- 

<ry-\r>r\tQ n f IVTii 1 1 ( - \r \c\ 'K tn Kp o nl p fn n 1 q u n ft onv pnA/ mppp nf IN/Tni'irk* in 



Muiick, in 



order to be fufticiently verfed in the fingering, otherwile the Learner will 
find it more difficult in the beginning. The firft thing neceffary to be 
treated of is 



L The 'Diatonic Scalh, 

WHICH muft be well eftablifh.cd in. the memory. It is called Diato- 
nic, becaufe both in afcending and defcending it paffes through whole and 
half tones, /. e. the fundamental key afcends by two whole tones, one 
half, then three whole tones and one half. See Example J, where you 
will find "the tv/o half or femitones marked. 

It is farther to be obferved, that each Note of the Diatonic Scale is 
related to the common chord of the key note by way of Fifths, taken ci- 
ther upwards or downwards to the firft, third and fifth note, which are 
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principal nbte§ in the fcale, and cohftitnte tfienarmony of the fun 
lental Trias or cohinto'n Chord. / iferf. example in the fcalekrf C. th 
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icntaUChoni is C. e. g. €;# ^^,]@^1<i ; 'iUr fcale, * the 
and :<rtlie fifth require a fifth %Mfo M&^ove ^ 



g. tjb. d. 

C. E. G. 

r 

f. a. C. 



Thcfc notes placed in their natural order form the Diatonic Scale of C. 

C. d; E. f. G. a. b. c. 

i. 2. 3. 4. 5- 6. 7. 8. 

+ 

Note. The figures underneath denote the intervals of this ^Natural Scale. 

II. Of Intervals. 



diftance between 



the 



the 



find a Fifth to C. (which is g.) 



them together ; for inftance 



C. d. c f. g. 
1. 2. 3. 4. 5. 

i 

The Intervals are made lower or higher, occafionally, by means of the 

following marks/ #. 6 ' ^ • x - ^ P}ie firft (#) raifes > and the fecond (M 
falls the found a half note, the third ( tj ) is ufed to reinftate either the ^ 

or t> into its natural place, but the laft (x) raifes the note a whole tone. 
The jfharp (4t) f° r brevity's fake, is likewife marked in this Manner,. 

& & 4h fec- 
it is farther to be obferved, that the natural intervals, whether major 

(greater) 6r minor (lefler) require no other fharps or fiats, than what are 

fet at the cliff. 

. In the modern prattice of Mufic the following intervals are ufed: 

Three Seconds: The lefler, greater, and extream fharpj 

The lefler confifts of a greater femitone. 

The greater of a whole tone, and 

The extream fliarp of one whole and a lefler femj-tone, 

Three 
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Three Thirds: The extrean* Hit y lefler and greater. 

The >extream flat confifts of a greater and lefler femitope. 
The lefler of a whole tone and greater femitone, and . 
The greater of two .whole tones. 

Three Fourths : The extream flat, perfed, and extreapi iharp; 
The extream flat confifts of one whole and two greater femi tones, 
. The perfed of two whole and one greater femitone, v and 
The extreanxfharp of .three whole tones. 

Three Fifths : The imperfed, perfect and extream fharp>. 
The imperfed is compounded of a pprfed fourth and a greater 
femitone. 

The perfed of a greater and lefler third, and 

The extream fliarp exceeds the perfed by a lefler femitone. 

Three Sixths : The lefler, greater and c?ctre^m,iji^rp. 
The; lefler ;execeds the -perfed, jtfth hy ^-greater fejnitoiie^ 
The greater . by, a whole. tone, : apd 
The extream (harp exceeds the greater fixth by a lefler . femitone. 

Three Sevenths': The extream flat,, lefler and greater. 
The extream flat exceeds the lefler fix th, , by^w greater iemitojie. 
The lefler is compounded of a perfed fi£tK?and lefler third, and 
The greater of a perfed fifth and greater third; 

One. Octane r The perfed, whwk is. cQmppiu^pdpfaajperfpdfflfth 
and perfed fourth. 

Two Ninths : The lefler and greater. 

The lefler exceeds the odave by a greater femitone, and 

-The greater a whole tone. 

ill fubjoin here a- tabjeiof Intervals. . ; ^^pjpJe /: 2 . 

k 

f 

III. Of the Common C HO R:P. 

* 

THIS Chord, called trias^hakmpnjca, h&Jmmm*] CQfnppfed of 
an odave, fifth and third, and is the true foundation of the whole fyilem 
of Mufick in general. 

The particularly, new jnethod , which, 1^^ 
treatife will fhew plainly, . that what .Chords foever -may jQCCjir in the 

whole extent of Thorough Bafs,^ notwithftanding their great variety, are 
grounded upon the. common 7 Chord, either by way of r inverfionj t^an^- 
tion, retardation, or, anticipatipn ; which, ft ews /the ipd||pm 
of being well grounded in the knowledge and cxereifejor ciithe ccpinwn 
Chord, before one c^n proceed to any other Chords t fifing from it. 

From the nature of -the intervals of the Diatonic Scale we find, that the 
key-note, the fourth and fifth, naturally require (harp or greater thirds 
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fifths >. tfce fecond, third and fixth nofc, flat or . lpffer Wufc 



im 



that there muft 




of common Chord; 



t perfect, is undoubtedly that 'which confifts of a 
{harp third; and is called the Perfedt Common Chor^ 



moft 



common 



t 



g. b. d. 

Key-note C. E. G« 

.!• *L« v» 



The fecond kind confifts of a perfeft fifth and leffcr third, and therefore 
is called the lefs perfedl common Chord, which likewife is to be met 
with three times in the (bale, viz. upon the fecond, third and fixth. 



1 6; a. c; e. 

'(In the key of C.) 3. e; g. b. 

2. d. f. a. 



' The third kind confifts of an imperfed fifth and flat tliirtf, and there- 
fore called the imperfedt common Chord, and is .but once to'be met with 
in the natural fcale, viz. on. the fevfnth. 




* The following finking proof Will convince every one of the fupcrlative perfection of this 
wonderful fympathizing common Chord 5 which is, that by ftriking an Unifon in the lowermoft 
Oitavc, it at the fame time will convey an harmony of three different founds, as well as to their 
denomination as gravity and acutcnefs, i. e. the Perfetf common,Chord. For inftance, by found- 
ing the lowermoft C, you at the fame time will perceive the harmony of ,C g, c. c, 

' Whdfocvcrnow ftrikes a^Chord togetheHm the loweft o£tavc, {hews, by the fame reafon now 
mentioned, himfclf to be quite. ignorant, with regard, to the; nature and order, of concords ; for 
how would it found, for inftance, to ftrikc a common Chord, whcrein.thc following interval?, 

8». 3. 5» &> 7* 0« arc contained ? 

t When for the'futurc we fpeak of the id. Jd. 4th. 6th. 6. or 7th.vof the key, the learner 
trill obfervc, that by that we properly underftatid the bafs, or fundamental- notes, and that in thii 
refpeft it will be equally the fame to rife a fourth or fall a fifth, and vice vcrta> or to rife a third 
and fall a fixth. For inftancp, the £fth of C, is g. but if counted backwards from C. then G. is 
a fourth : fo likewife E, if counted upwards from C. is a third, and if backwards, then it is a 

fixth, fee Ex. 3, becaufc intervals admit of inverfion,- as may be feen in the following figure* 

flaceddgainft-onc another. 



Intervals, 1. 2. 3. 4, 5. 6. 7. 8. 
•inverted, 8» 7. 6, 5. 4." 3. 2. 77 



For 



I 





5 • 

Fdr, inftance:; in the Scale o£ C; the fevehth note is • bj 6, to* take the 
comnioa . Qhoid to it, we. find no othe? than . 

i. 3. 5- ' 



Now 



feeeaufe <fc isi the natural flat Third; and f. the natural, tho* imper- 
fect Fifth to; tqB^ fiieh a common Chord does not properly require any 
particular Mark according to that Rule : That common Chords are taken 
tofuch Notes as have no Figures placed over them in a figured Bafs r efpe- 
cially' as long as we modulate in the principal Key, where its Intervals 
neither are raifed, nor diminifhed, or reinflated. But as there are many 
unacquainted with the nature and proper place of this common Chord, * 
^ Cuftom 



r 

*' I cannot help making the following Remark with regard to this- iihperfed common Chord 
Ving ftiled fo on Account of its imperfed Fifth, wherein it differs from the reft of the common 
Chords, and being feemingly Difcord to our Ear. 

The Ear indeed is, or ought to be, an abfolute Judge of Confonancy and Diflonancy ; but 
it does not fallow from hence, as if all that feems to be difagreable to our Ear, muft be Dif- 
cord j fince it can be proved, that fome Difcords found far more agreeable- thari fome of the 
Concords. For inftance, the Chord of the Seventh, up»n the Fifth, of. the Key, founds 
more agreeable than that of the Sixth on the Fourth of the flat Key j (which is an Inverfion 
of this imperfed common Chord:) or that of the flat Sixth, with a fliarp Third, not to men- 
tion fome of thofe Fifths, which ought to be perfed Concords, in the Manner as they are com- 
monly tuned in Organs and Harpfichords, which found more difagreeable, and more intol- 
erable than any real Difcord in- Thorough. Bafs. This -plainly fhews the Neceflfyof fome 
ftronger Arguments to decide this Matter in Qucftion: 

In the firft place it muft be allowed^ that there are feveral degrees both of Perfedron and lm- 
perfedion. For Inftance, the O&ave is the moft perfed Interval ; the hextin dignity is the 
perfed Fifth, then the greater and leffer Third. All thefe arc perfed Concords. The imper- 
fea Concords are the Replicate of the perfed Fifth, which is the perfed Fourth, and that of 
the Third, which is the Sixth. After that the Imperfed Fifth, called HenudiaptnU, with its 
Replicate the extreme fharp Fourth, called Triton, and fo on : Obferve alfoy. that not, only the 
Fourth, but alfo the Sixth, Third and Fifth accidentally are ufedlike Difcords.- 

Secondly, It-is an eftabllfhcd Rule* .that no Interval alters its.orjginal Condition by being raifed 

or diminifhed, tho' it might become I cfe perfed or even imperfed. '-..'.•.., v u 

. Thirdly, All Chords, whatever their denomination pr figuring be, arc divided eittter into 
Concords or Difcords. To the firft CI afs undoubtedly belongs the Common Chord in-general 
Vith its Derivatives. As to the Difcords, there is a way, whereby one may difcern them from 
Concords, at the firft fight, which is, that every Difcord muft contain either a Second or Se- 
venth, whether in the middle or extreme Parts. Any one by making Triahof this* will hnd 

it a Rule without Exception. .' !" 11 

Fourthly. AliSixth Chords are Iriverfions of the Common'Chord and its varloWKirids, th at 
is, they can be reduced to a Common Chord, by taking the fundamental Notca natural: third 
lower. If therefore we reduce that Sixth Chord on the Second of the Sharp 1 , or the Fourth 
of the flat Key, in the Manner defcribed, we find no other Chord for. its fundamentel or Ohgi- 
nal, than the Imperfed Common Chord, 
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Cuftom has rendered it neceffary tdgive it fome diftinguifhing Mark of a 

5*1 or 5b, in order to caution young Beginners not to take the fixth Chord 
infteadof it. 

Thofe various Kinds of. common Chord I (hall fet down in Notes, 

1 

See Example 4. . 

There is {till another Kind, which tho' very fparingly ufed in Compe- 
tition, is neverthelefs proper to mention on Account of tome Chords arif- 
ing from it by Way of Inverfion,. which I fhall take further notice of in 
its place* This, Chord, (ftill more imperfed) confifts of an impeifedt 
Fifth, and Sharp (Chrornatick) Third, and is compounded of a fharp and 
extreme Flat Third inertia mania,). Forlnftance, * 



H B. 

x. 



* d. 
3- 



f. 

5< 



Now I (hall fubjoin f< 
of the common Chord. 



fhould 



Mark 



fore a y, b, or fcj ftands over a Bafs Note, it denotes that the Third muft 

Lrp, or Flat, or Natural ; for if we meet with thefe Signatures 
it fljews, that the Fifth is to be either Sharp, or Flat, or 



b 



Natural. 



5 



* 



2; It IS 

Motion 



Mufick 



■ ■ 

defcending, being difpleafing to the Ear, and contrary to all Rules of Com- 
pofition ; the true Reafon of which is, that fuch Chords do not ftand in 
an harmonic Relation with the foregoing. To avoid which we make ufe 
of the contrary motion. 



Motions in Mufick 



There are three or four different Motions betwixt the upper and 
wer parts, which is the regular, the contrary, the oblique, and parallel. 



From thefc Confidcrations I dont doubt at all, but it will bean cafy Matter to decide whe- 
ther this Chord of the impcr(e<5l Fifth 19 a Common Chord or Difcord. But before I conclude 
this Remark, I (hall only Repeat what has been mentioned already above, viz* That the Im- 
perfeft Common Chord tnu/t have its place only upon the Seventh in the Sharp Key, and on 
the Second in the flat Key ; (0 that its fundamental or Bafs Note never can be Chromatid but 
Diatonic ; for if an, accidental fliarp mark be placed before the Bafa Note, then it always admits 
of a Sixth being joined toit, which is thcreal Difference betwixt the Impcrfeft Common Chord 



and that of £. 
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That 



1 
1 ™. 
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' That Mptipn* is called regular, if the Paris, or the Hands 
afcend or defcend at the fame time together. 



1 



underftand jiift 



defcends, it is called the oblique. 



vice verja. 

whilft the other either afcends 



* 

Motions 



the fame Degree and 
d the paralfek . 



gard 



oufly 



very 



of Eights and Fifths; to prevent which he more frequently makes ufe of 
the contrary. The following Example will explain it. See Ex. 5. 



3 



mull 



each Chord is to be taken as near as poflible to the foregoing ; for which 
reafon one Ihould be well verfed in the threefold Situation of each Chord, 
in order readily to know which part of the Chord is to be taken, above, 
below, or in the middle. To explain this, I (hall give an Example of 



fituation 



See Ear. 6, 



p 1 



4. Inharmonic Relations, as far as concerns the Thorough-Bafs 
Player, ought to be avoided in the extreme Parts, for the fame Reafon as 
the forbidden Fifths. They happen, when betwixt two Parts two Con- 
cords follow one another in fuch a Manner, as to caufe a Diflbnancy in its 
Succeffion. But as this Rule chiefly regards the Compofer, it is from them 
we expe£t to be guarded from miftakes of this kind : And if notwithstand- 
ing, we fhould meet with any, as in the following Example, the Accom- 
panift ought to qualify it in the following Manner. See Example 7. 




IV. Of the Two Principal Keys or Moods* 

i 
$ * , 

*J the modern Pradtice of Mufic only Two principal Keys are ufed, viz.- 
the /harp and fiat, or the greater and lefler Mood: And though wc 
have twelye different Sounds or Keys in Mufick., as C. *C. 15. *D. E. 

F. *F. G. »G. A. *A. B. or, C. b D. ^D. b£. *E. F. bO; 

^G. bA. ^A. bB. ^B. either of which may be chofcn for a Principal, or 
a Key Note, and_ufed both Ways, either with a fliarp or a flat Third : And 
though it follows from hence that there muft be Twenty-four Keys, twelve 
{harp and twelve flat ones, yet it ought to be confidcrcd, they all can be 
reduced to Two Principal ones, to the fliarp and flat Key in general ; or 

to 
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i. 



wcprcfs it with more propriety, there are twenty- four Keys, but only 

o Moods,, viz. the greater and the Jeffer. 

Fhc Sharp Key is grounded upon th& perfect common Chord j therefore 
that whenever we fii)d in a Piece of Mufitk that the Fundamental, or Key 
Note naturally produces fuch a Chord, we conclude it is compofed in a 
Sharp Key,' In the natural Prqgreffion of the fharp Key, one pafifes thrc? 
the greater Second and Third,, peffedt Fourth and Fifth, greater Sixth and 
Seventh,, into the O&ave. The fame Notes are u fed' in afcending as 
defcending, which in both Cafes muft be diatonic, or regulated according 



if 



Marks 



Key 



Mufick 



that Jtcy is flat. .Which pi 



Harmony of a per 



determines the Nature of the Key, whether it be fharp 



vyhich isfharp if the TWrji 

This flat Key afcentfs through "a greater Second, flat Third, perfecft 
Fourth and Firth, greater Sixth and Seventh^ into the Oftave 3 but de- 
fcends thro' a flat Seventh and Sixth: The Reft the fame as in afcending. 

The Reafdn of the afcending Seventh in the flat Key being a Chromattck 
Note is, becaufe without it no Clofe or Cadence could be formed in a flat 
Keyi from whence it is commonly called, the neeeflary Semitone, and by 
others the leading Note, But the Chromatic Sixth is required for the Sake 
of the greater. Seventh, juft mentioned, becaufe the natural Sixth would 



ththe 

Proportion, £i)d quite repugnant 
either by vMrole or half Tones'. 



which muft 



that 



the Cliff, according torts defcending Progreffion, which hdiatonick. 



As to the 



fundamental 



that of the 



Fourth and Fifth naturally produce perfed common Cords, and the Second 
Third, and ,Sixth, lefsr perfedt ; but the Seventh an imperfect, . according 

t. So the Firft or fundamental Note in the Flaf Kev, the Fourth 



page 



Fifth 



and Seventh, a perfect ; but the Second an imperfedt common Chord. 



> 



th 



that whenever it paflcs into the Key Note, by. rifing a Fourth,, or falling a 
Fifth, it takes a flmrp Third, (which is t 1 n - "• 1 ,# " T r 

the. Key,) for the Reafon mentioned above. 



leading 



Lai%, As the Kcy'of C. ferves as an Exampl 
of • A. for all flat , Keys, as being the eafieft.to 
hecufaid of it may Hkewife be applied to the r 



and in order; to render 

this 



v «• 



(9 

i 

*hls more Intelligible, I will fubjoin a Table of all Sharpand Flat Keyf , 
which at the fame Time will ftiew by the .Kjumber of Sharps and, Flats, 
how each Key is to be marked : A thing very necefiary to be known in 
learning Mufick. See in the Examples, pag. 2, 3, 4. . 



1 

V. Of the Inverfion of the Common Chord, or the Sixth Chord. 



A 



NY Common Chord by Inverfion produces a Sixth Chord. If there- 



Manner. 



Note, we have a fixth Chord, confifting of 



and Qdfcave 



mon 

-then 2 will be the flat Third, C the 



is the mod perfeft Sixth Chord, on Account of it's being the firft Inver- 

the perfect Common Chord, and the fame Harmony with it. 

Sixth Chord ~ - - E. g. c - i< .3. 6. 

Perfect Common Chord C E. g. - 1. 3: 5. 



. * 



Such a Sixth Chord is to be met with three times 



Third, Sixth, and Seventh, 
and Fifth.-' 



Note 



Manner. 



Sixth, greater Third, and O& 



Sixth Chord ------ C. e. a. - 1. 3; 6. 

Lefs perfect Common Chord, A. C. E. - 1. 3.- $• 

1 

This Sixth Chord is likewife three times to be met with, m%. upon 
the Key Note, the Fourth and the Fifth of the Diatonic Scale of C, as its 
Original is on the Second, Third and Sixth. # ' 

By inverfion of the Imperfect Common Chord, a Sixth Chord, with a 
greater Sixth, flat Third and Octave is produced. 



4 

Sixth Chord - - D f b-13.6' 

imperfect Common Chord. :-B;D F * • » «■ 1 3 ;5 

Tfcs, Sixth Chprdis ;ta be met with but once in the Scale ; that ismp* 

ihe Second in the fharp Key, and its Original is on the Seventh. 

All thofc feveral Sixth Chords may be feen in Notes. Example 8» 



t 

I 



fo 



« I 



Note, It muft be obfeirved, that all thefe different Chords, if regulate^ 



Marks at the Cliff 



i 



&. 



* p « 



( 



We fometimes in Thorough Bafs, meet with a Flat Sixth, and a CAr^- 
matic Third, thus: (£). This Chord is properly grounded upon the 
Chord of the Fifth, with a, fliarp Third in a flat Key, and is but feldom 
\xfcd. See Example 9. Now follows 

The Chord of the Extreme Sharp Sixth. 

This' Chord is grounded upon a Kind of Common Chord, with an im- 
perfect Fifth and (harp Third in a flat Key ; (fee pag. 6.) which according 
to its proper Term is called Trias Manca, being compounded of a fharp 
and an extreme flat Third : (Tertia manca) For Inftance, ** B : * d :" f. 
This extreme flat Third when inverted, produces the extreme (harp Sixth, 
which is to be met with on the defcending Sixth of a flat Key. This ex- 
treme fharp Sixth is differently accompanied according to our modern Prac- 

tice ; firft with the j: ( 4 J and then it is only an Inverfion of the Trias 

3 V 3 / r s& s 

manca, with a Seventh: Secondly, with a perfedt Fifthl 5 ) and in this 

Cafe it is an Inverfion of the Chord of the extreme flat Seventh, with an 
extreme flat Third. See Example 10. 

Note, Though the extreme Sixth is only denoted by one (harp Mark, 
yet it is to be conlidered, that it exceeds the greater Sixth by a leffer 

ctreme Sixths are rather to be known by 



Semitone. 



than 



Laftly, if weconfider that Sixes are inverted Thirds, and vice verfc 
will be very eafy to find the Sixth Chord whenever it occurs, 



Wheneve 



Note 



imagine fuck a. Bafs Note a. natural Third lower, and ftrike the common 
Chord to it, and the Sixth Chord is formed at once. When for Inftance 
in the Key of C. we meet with a Sixth over the Bafs Note E, we are to 
ftrike the Common Chord C. If in the fame Key a Sixth is placed over 
A. it is the Common Chord to F. If over G, it is the Common Chord 



to E, &c. 
The fol 



Accompany 



aient 



To avoid the Error of feveral Oftave9 following 



ticceflaiy 



Irl 




f - 



neceffary to omit the O&ave f< 

the Third in its Stead. .,..,.. ; fc 

2. If in Thorough Bafs feveral Sixes are following one another, the 
common Rules* teach us to accoriipany thexii only with a Third, yet fq as 
that the Sixes are. always ta he., taken aboye y_ ^the-reafon of which is, that 
if the Thirds fhould be taken above, a Confecution of Fifths would 
arife from betwixt the upper and middle parts \ whereas by taking the 
Si^es above, we have only, a Confecution of Fourths ; which, however, 
though it would not offend the Ear To much as the fotmer, yet have a 
great Refemblance thereto, on Account of their being Fifths inverted. 

The Accompanyment of fuch Sixes, efpecially if the'Time will permifit, 
might be better regulated, as will be fhewn in the next Example, 

3. The Semitone next below each Key, commonly Tequires a Sixths 
flich Sixes; can as well iis,their-T-hirdss be doubled alternatively, according to< 
the Situation of both Hands, 



* » 



* _ 



take Notice of the Afterdr 
izh: Bafs are marked thus; 



Whenever 



lying ftill,, which in Thorc 

meet with fuch a Signature^ it muft be obferved, that the Value of 

fuch a Note muft be divided/- half being appropriated to the 5, and the 



other half to the. 6. 

Notes, where two Cyphers are placed near one anoth* 
This Signature 5 6, may be applied to each Note 
Now follows an Example of Sixes. . See Examph 



fuch 



l m 



* + 



VI. Ofthe,fecondlnverfi<m of the Common. Chord, or the. Chord i 

of. the Fourth, fignijied 6j> the.Eigures 4 .. 

8.. 




F the Common Chord be inverted in fuch a Manner 

Note 



Oaave, is produced. If therefore the perfect Common Chord be inverted 



Manner, then 
Sixth, a perfect Fourth and 



8. 



C 



3 



5 



c, e. g 



8 

G> g 



4 



6 



c. e. 



If the lefs perfeft common Chord be inverted in like Manner, then the 

Chord ariungfrom itconfifts of a ieifcr Sixth, and. perfe& Fourth and 
©clave. 



12 



o. £• $• Ot 4* 0* 

A., a, c. e. *E, e. a. c. 



And if laftivt the imperfcd common Chord be thus inverted* the Chord 



proceeding confifts of 



iharp Fourth and 



O&ave 



8. 3. 5* 8. 4. 6, 

^B b. d. f; F. f. %. d. 



From hence it appears that the different Chords fignified by 3 and 4 are 

8 8 
mere Inverfions of the Common Chord, the various Kinds thereof, 



be a Concord. 



Harmony * which withal fufficiently proves this 



G. c. e. r. 4. 6, 

E. g, e, 1. 3. 6, 

C. c. g. 1. 3. 5. 

Or as it may more plainly appear in Notes. See Example 12. 
This Chord like wife is often to be met with in a Cadence, marked thus 

£ \ j but more hereof in its place. 



) 



Note, Wi*h 



6 



' ture mull not be Confounded with that whioh is fignified by 4 .; as 

this Miftake may be met with in feveral Mufical Productions, it 
is therefore well to remark, that to 6, always belongs the Eighth, 
and is the fecond Inverfion of the Common Chord, and confequently 

a Concord j as to the other 4, it ought never to be fignified by fj! 

but either by 4 .£ a, or 4+. Such a Chord being the third Inverfion 

2 

of the Chord of the Seventh, and confeqitently a Difcord; 

6 
The 13th Example will mew how this Chord 4 is to be accompanied. 

There is mil another Kind, confifting of an extreme flat Fourth and 
leller Sixth, which has it's proper Place on the Semitone of the flat Key, 

imd is-commdnly-,ufed by Way of Tranfition, in<this Manner. Bcc.Ex.j4.. 

VII.-Qr" 



1 4 



1$ 



VII. Of the Fifth Note in the Scale, and what Chords natu- 
rally belong thereto. 

HEN the Bafs rifes a Fourth or falls a Fifth, eipecially at making a 



w 



Note 



the 



ing Third. See Example 15. 

This Seventh upon the Fifth of the Scale has* a particular Elegance 
becaufe a mufical Ear is far more delighted by Chords thus variated, thaa 
by hearing two or more perfect Chords of the fame Harmony over- again. 

But not only the Seventh, but alfo the Ninth, may he ufed to fiich- & 
Note, as may be teen in Example 1 6. 

In a flat Key the fifth Note requires a fhafp Third* which is the ne- 
ceffary Semitone of the Key, or leading Note to it, as has. been, men- 
tioned already above. 

This pafllng Seventh, if ftruck together with the common Chord, forms, 
the Chord of the Seventh, and is the firfl Difcord and the true Caufe of 



aH Difcords, as will be fhewn hereafter. 
From this Chord of the Seventh arife 

the Harmony being the fame. 



Way of Inverfion 



F. g. tjb. d\ +. ~ m 1. 2. 4. 6. 

D. f. g. . b. - - - - 1. 3. 4. 6.. 

t]B. d. f. g. - •- - 1. 3. 5. 6-.. 

G. ^B; D. F. - - - - i. 3. S> 7- 

Thefe Chord? in Thorough Bafs are commonly figured thus, 7 _ 4 # 

and in their Nature are no other, than the fifth Chord, proceeding in the; 
Manner juft defcribed. See Example 17. 

As the Cadences are generally performed upon this fifth Note, of the; 
Scale, I (hall fet down the various Chords by which the Cadence are. 
fignified. . See Example 18. 



r^ 




VIII. Of the Scale, according to, its ufual figuring.. 

HIS is a chief Article in Thorough Bafs, and I may venture to ailertr. 



depends on a clear Knowledge of this, than can be 



by ever 



and 



tifing the fame through all Keys, may meet with- fuch Improvements a*. 

'" give him the Key to the whole Nature of Thorough Bafi. . 

° E Thet 
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The Knowledge of this Scale with its figuring in fharp and flat Keys, 
will be of great Ufe not only in a figur'd Bafs, but more efpecially in a 
Bafs without Figures. 

By what has been treated of already, we have been acquainted with the 
following Chords, and in that Order as they fucceflively arife out of the 



common Chord. 



8 6 6 

5-3 4 
3 8 8 



7666 

5 54 4 
I 3 3 3 2 



Thefe Chords, if fet in their proper Place in the Scale, will be fufficient 
for this Purpofe to accompany the fame, and the following Example will 
fhew how the Scale in afliarp Key is to be accompanied. See Example 19. 

The Chord upon the firft and third Note of the afcending and defend- 
ing Scale is all one Harmony, as has been explained already p. 9. and 

Confequgntly nearly related together. 

The Chord upon the afcending Second and Seventh, as alfo the defend- 
ing Fourth, is likewife one Harmony, and related to that of the Fifth with 

its Seventh. 

The Chord over the afcending Fourth is properly related to the com- 
mon Chord of the fecond Note with its Seventh by Inverfion, and its Re- 
lation to the firft Note muft be confidered from the Affinity of the fecond 

Note with that of the Fifth* 

The Chord over the afcending Sixth is the firft Inverfion of the com- 
mon Chord of the fourth Note, and the fame Harmony with it. 

As to the Chords in the descending Scale, the following is to be remarked: 

The feventh Note takes a Sixth, being the Inv r erfion of the common Chord 

of the Fifth. The-Reafbn why the descending Seventh is marked different 

from the afcending is, becaufe the former pafles into the Fifth of the Key, 

but the latter into the Odlave. 

The fixth Note takes tljc Chord, 4 which is the fecond Inverfion of the 

3 
Chord D, with its Seventh and (harp Third, which is the leading Note 

to g, and being the fifth Chord to g. 

The defcending Fifth is like the afcending. 

The Chprd of the Fourth is the fame Harmony with that of the Fifth 
with its Seventh, 



n follows the Scale of the Flat Key 

d defcendinrr. See Rxamnle 20. 



fiding 



differs but little from that of the (harp Key. 
' > ■ The 



» 




*5 



The Difference 



in every flat Key, fo that all the Sharps in the Figures fighify that Semi- 
tone. As to the Nature "and Relations of Chords, the flat Key is upon 
the fame Principles already defcribed. 



To render the 



i 



recommend to oradtife 



cording to the Table of all fharp and fiat Keys. See Page 2, 3, 4, in the 
Examples. 



lK. Of Modulation from one Key into another. 



T 



HOUGH 



rules and influences the whole, and by which it begins and ends \ yet, 

^ t nr *i„ 1* i_ «- r. rr, j ~i««/:~~ :~ "&&*«&*%* 



Modulations 



ffary and pleafing in Mufick 



a Relation or 



Connexion with the Principal. 

The principal Key therefore removes into all fuch Keys within its Scale, 
as naturally produce perfedt Fifths. Such are the Second, Third, Fourth, 
Fifth, and Sixth. The Seventh is excluded on Account of its having no 
perfed Fifth, without which v no Clofe can be made. 

So likewife the flat Key removes into all its neighbouring Keys, except 
the Second, for the Reafon above. * 



Wh 



are fharp, becaufe their fundamental Chords naturally produce fharp 
Thirds ; and if it removes into the Second, Third, and Sixth, thbfe Keys t 
are flat/becaufe their Key Notes naturally produce flat Thirds. See Page 4. 
In like Manner when the flat Key removes into the Third, Sixth, and 
Seventh, thofe Keys are fharp 3 if into the Fourth and Fifth, thofe are 
flat, for the Reafon above. 



Note. When 



the Flat into 



the Fifth, and a 6 is placed over the Semitone below it, a leffer 
Third is 'to be taken to it inftead of the extream Flat, though it 
fhould not be marked over it. 



Mark 



Intenfion or Diminution, #. t) . (y • The fharp Mark, which 
reprefents the Semitone or leading Note of that Key into which one re- 



moves 



* No one from hence muft take it for a Rule, m if there was a Ncceffi 9 * ^J^ 
into all thofe neighbouring Keys mentioned jutl before, tor tins » neither needful nor ad- 



vifcable, cfpccially in a ihort piece of Mufick, 



i6 



moves, will appear either before or over the Baft-note, or in the- following 
Figure* : 2 & x or ^ marked with Flats at the Beginning in this Man- 



ner:l 6* £ 



Likewife the flat Mark by removing into the Fourth of the fharp Key, 
or into the Sixth of the Flat, will appear either before or over the Baf& 

Note, or in the following Figures : 6*> r^ ' 4^ 3* and if marked with 

Sharps at the Beginning thus: 6^* c*. 5 4^ S- On what Notes of the- 

Scale thefe Figures are to be applied, has been fhewn already in the 1 9th. 
and 20th Example. For an Explanation fee Example 21. where the feve.- 
ral Modulations are marked. 

But that in this Refpett no Rule can be given without Exception, i* 
Efficiently proved by a great Variety of rnufical Productions of our 
modern Compofers; when, for Inftance, the fharp Key is fuddenly 
changed into a Flat, as G fharp G into flat Key, as may be feen in an 
Example taken from the celebrated Mr. Handel's Oratorio in Judas: 
Maccabeus. See Example 22. 

Such a Digreflion of the natural Bounds if introduced in its proper 
Place, has its defired EfFed, and is never ufed by a good Compofer with- 
out fufficient Reafon, but only when the Subjed: leads them to it; 

There is ftill another Kind of Digreffion, which commonly is to be 
met with iii Recitatives ; that is, when the chromatic Gender is fud-- 
denly changed into the Enharmonic, and vice vet fa ; for. Initance, when , 
* G is changed into b A, or bA into *G. * 

Such Digreffions are ufed in Compofition to*expxefs*a fudden Change, 
Aftonifhment, &c. I will give another Example out q£ the fame Au- 
thor's Oratorio in Sampfon. See Example 23. 



* The Sounds #G and bA, or #D and bE, &c. fcem to be but one, and indeed muft 
fcrve for one on our kcy'd Inftruments ; yet, notwithftanding, it is an Interval, and is termed 
the Icaft Tone. Its Ratio is near that of 81 : 80. which is a Comma Syntonum,. Only the 
human Voice and fretted Inftruments are capable of exprefling it, and more fo the Mono- 
chord, which, with Regard to its real Difference, not only convinces our Ear, but alfo our 
Eyes. Butfince our key'd Inftruments, whofe Sounds once are fix'd, are incapable. of rendering 
Aich an Interval perceptible in any other Way than by. the fudden Change of the Gender, 
and at the fame Time as many great Compofers think proper to introduce it occafionally in, 
Confort, it is to be wiftied, Aich Note* could be tuned and tempered In fuch a Manner, as it 



Way 



X, Of 






i 

*7 



X. 0/ Discord s: 



A 

cord. 



DISCORD is an Interval, which ftahd$ in no harmonical Proportion, 
and for that Reafon generally is not fo agreeable to the Ear as a Con- 



Difcords, if introduced with Judgment, are accounted Elegancies in Mu- 
fick, and have a very good Effect in Harmony j infomtich that Ffarmdny 
itfelf, if conducted by a continued Succeflion of Concords, vtrould fee m to 'i 
muiical Ear, rather tirefome and infipid. 

They are generally ufed in Compofition by way of Syncopation and 
Tranfition, and are introduced into Harmony with due Preparation and 
muft refolve ; that is, muft be changed into Concords, by falling a whole or 
half Note, according as the Nature of the Key diredts : And tho J fotnetimes 
Difcords do not refolve immediately into Concords, yet it mufl refolve in 
the fucceeding Chord, by falling a natural Degree. Only fome few, which 
refolve upwards, are excepted from this Rule, as will be ljjewn hereafter. 

Itlikewife muft be obierved, that not every Difcord fyncopes, though it 
may be prepared ; and at the fame time that there are fome which are ufed 



even without Preparation. 



> 



Real Syncopation has it's Place properly on the accented Note, and the 
Note in which the Difcord refolves, on the unaccented $ whereas others 
like wife may be introduced on the unaccented, and refolve on the ac- 
cented, as will be explained in Examples hereafter. 

Every Bar or Meafure is divided into accented arjd unaccented Parts ; if 
the Bar is divided in two, .then the firft Note is accented, and the fecond* 
unaccented ; or, according to the mufical Term, the firft ftands in Thefi, 
(Pofition,) when the Hand in beating the Time falls ; and the fecond in 
Arjty (Elevation,) when the Hand rifes. But if the Bar be fubdivided 
into four Parts, then the firft and third Note is accented, and the fecond 
and fourth unaccented, and fo on. 

In fliort, if the Difcord fyncopes in the upper Parts, we may look upon 
it to be a Retardation of the fucceeding Note, which commonly is a Con- 
cord, and exifts after theRetardation ceafes. So likewife if the Bafs fyncopes 
we look upon this Kind of Proceeding to be an Anticipation^ in which the 
Difcord is refolved by the Bafs Note, by hlling a natural Degree. 

Syncopation, in another Senfe in Mufick, denotes Driving Notes, which* 
not only happen to be in the upper Parts, but alfo in the Bafs. One fliort 
Example will be fufficient to explain it. Example 24. 



F XL Of 



i8 



T 



XI. Of Transition. 

r 

H E proper Meaning of Tranfition in Mufick is, when a Note palTes 
thro' the Interval of the Third, in order to fill up the Space, without 



requiring a particular Chord. 

However, there are two different Kinds of Tranfition ; one of which is 
called the regular ', and the other the irregular. 

In the regular the pafiing Note is left without any Accompany men t ; 
but in their regular, that Chord is ftruck to the paffing Note, which belongs 
to the next; See an Example of both Kinds. Example 25. 

In a quick Time Tranfition is not only made thro' the Third, but alfo 
the, Fourth, Fifth, Sixth, Seventh, and Eighth, as it happens. Exam. 26* 

Obferve alfo when in a Bafs we meet with a fhort Reft upon the accented 



Note 



Middle of 



fuch a Reft that Chord, what belongs to the next following Note. Ex-. 27. 



Here 



as was mentioned 



already, page 13, marked thus; 8 7; By the Inverfionof which, the fol- 
lowing Signatures are produced; as 65, £3 , and the Tranfition of the 

Bafs, which Figures, if placed one under another, form the Chord of the 
Seventh. See Example 20. 

As this tranfient Seventh is ufed on the accented, fo the following is 
placed on the unaccented. Example 29. 




XII. Of the Chord of the Seventh, its different Kinds and 

Inverfions. 

N the Scale of the greater and lefler Mood, we meet with five different 
Chords of Sevenths, 

The firft is that which is to be found upon the fifth Note of the Scale, 
and confifts of a flat Seventh, perfeft Fifth, and fharp Third, and is a 
perfett common Chord, with an, additional Seventh. 

For the Sake of Regularity, I fhall giire once more an Example of this 
Seventh, with it's Inverfions; Example 30. 

The Chord of it's firft Inverfion |. is that of the afcending Seventh in 
in the Scale. That of its fecond ( 4 ) is that of the afcending and defcend- 
ing Second ; and that of its third Inverfion is to be met with upon the 



defcending Fourth of the Scale. See page 14. 



Note, 
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Note, It is remarkable, that from almoft every Chord, as has been fhewn 

already, and will be fhewn more hereafter, there arife, by way of In- 
verfion, two or three different Chords, with different Figures, being 
at the fame Time, one and the fame Harmony, with it's Original ; 
whereby it is further to be obferved, that the fame Sound, which in 
its Original, is Difcord to the Fundamental, will always remain Dif- 



cord in it's Inverfion. 



the 



r ; the Third in the fecond 4 ; but in the third Inverfion the Bafs 

.3 
Note is to be reckoned as Difcord; For initance, in the Chords 

g. b. d. f. B. d. f. g. D. f. g. b, F. g. b. d. f remains always Dif- 
cord; 

The fecond Kind lijcewife confifts of a flat Seventh and perfedt Fifth, 
but a flat Third, and is in the main the lefs perfeft common Chord, with 
an additional Seventh. For inftance, A. c. e. g. and is to be met with three 
times in the natural Scale, as over the Second, Third, and Sixth, like its 
fundamental Chord. See Example 31. 

The firft Inverfion £, of the Common Chord on the fecond in the 
fharp Key with its additional Seventh, is to be found over the afcending 
fourth of the figur'd Scale in the fame Key. 

The third Kind confifts of a greater Seventh, perfect Fifth, and greats** 
Third, which is properly the perfect common Chord upon the Key Note, 
with an additional Seventh, as C. e. g. b. and confequently is to be met with 
over the firft and fourth Note of the fame Key. Example 32. 

This Seventh over the fourth Note of the fharp Key, is commonly foe- 

ceeded by a Sixth, and is to be looked upon as a Retardation of the Chord |. 

An Example will be given in the next Article of Retardation. But if it 
is over the Key Note, fuch a Seventh not only refolves as ufual into the 
next Note below it, butalfo pailes over it into the O&ave; in which Cafe 
it is to be accompanied with a Second and a Fourth, to which the Fifth is 
added occafionally ; and if it is in a flat Key, fometimes the Sixth is taken 
inftead of the Fifth. 

This Chord 4 commonly called the extreme fharp Seventh, is proper- 
ly a Retardation, by keeping the fuceeding Harmony in Sufpenfe. The 
Bafs Note always continues on the fame Degree, until thejDifcord refolves. 
See Example 33. As this Chord, (excluding its Bafs Note,) contains all 
thofe Sounds which form the Fifth Chord, fo it will be an eafy Matter how 

7 7 

to find it readily, for by taking the 5, it will anfwer to 4, and by adding 

7 3 2 

the Eighth to the former, to |. But when in a flat Key the Sixth is ufed 

inftead 
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inftead of the Fifth, one only need to Arike the Fifth Chord, with the 
Seventh and Ninth, according to the Explanation given already, page 1 3 , 
and Example 1 5 , 16. 

. That the extreme fharp Seventh, in a defcending Chromatic Progreffion, 
likewife may be changed into a flat one, will be (hewn hereafter. Example 

37- 

Laftly, it alfo is ufed fometimes as a mere Accent before the Eighth, in 
the perfect, or lefs perfed common Chord; which farther will be explained 
hereafter. Example 48. 

The fourth Kind confifts of a flat Seventh, imperfed Fifth, and flat 
Third, which is the imperfect Common Chord, with an additional Se- 
venth, and has it's natural Place upon the feventh Note of the fharp Key. 
See Example 34. - 

The Chord of it's firfk Inverfion, 9, is to be found upon the amend- 
ing Fourth of the Scale in the flat Key, and that of it's fecond Inverfion over 
the defcending Sixth of the fame Key. 

The Fifth Kind confifts of an extreme flat Seventh, imperfedt Fifth, 
and flat Third, and is to be met with over the Semitone of the flat Key. 

Some would be apt to think, that this Chord was grounded upon the im- 
perfect common Chord, having an imperfedt Fifth and flat Third with it : 
However it is to be obferved, that the fundamental Note of the imperfedt 
common Chord, is Diatonic ; whereas that of the Chord in queftion proves 
to be chromatick, as has been mentioned already, page 6. it can therefore 
rather be derived from the Fifth Chord of the flat Key, with its Seventh 
and Ninth. When now the fundamental Note is left out, and inftead there- 
of the Third is placed firft, then we find the Chord of the extreme flat 
Seventh. See Example 35. 

The Derivatives of this Chord are more frequently ufed in our modern 
Compofitions, and are very expreflive. Example 36. 
The firft Inverfion is to be round over the 2d 1 



4th (of the flat Key. 



The fecond - ~ --«-.. ~ 

The third 6th J 

I fhall give a proper Example of the feveral Chords of Sevenths. See 
Example 37, 
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XIII. Of Retardation. 




Shall firft of all fhew the Difference betwixt Retardation and Antici- 
pation, in Notes . J&xampk 3 8 . 

To the firft Clafs belongs that Seventh, which is a Retardation of the 

feveral Sixes in the following Chords, j6 9 y 6 ^6 ^ ^ 

3 * ^> 3 z 

From what has been already laid down in this Treatife, it will be an 

eafy Matter to accompany thefe Figures, fo that nothing neceflary remains 

farther than to illuftrate it with Examples, together with its feveral la* 

verfions. 

i. Of the fimple fixth Chord retarded by the Seventh; See Ex. 39. 

6 

2. Of the Chord 4 retarded by the fame; from which proceeds the 

Signature 43 . Example 40. 

This Signature 43 is one of the mod antient, the Chord fignified by it, 
is properly a common Chord, whofe Third is retarded by the Fourth, the 
Bafs commonly lying ftill, efpecially in Clofes or Cadences, where this 
Signature frequently occurs, fez page 13 and example 18, Yet the Bafs does 
not confine itfelf, but fometimes makes various Excurfions, fo that fuch a 
Fourth not only refolves into a Third, but alfo occafionally into an ex- 
treme fharp Fourth, perfect and imperfect Fifth, into the Sixth, Seventh 

.and Eighth; 

As the Ufe of this Signature 43 is fo common, I fhall give a proper 
Example of it. See Example 4.1. 

Notwithftanding the various Movements of the Bafs, it is a certain 
Rule, that fuch a Fourth (being a Difcord) after the Retardation of it 
:eafes, falls a whole or half Note, which is a general Rule with Regard to 
the Refolution of Difcords. 

Farther, if fuch a Fourth happens to be an extream Sharp, it is ac- 
companied by a Sixth inftead of the Fifth, which Sixth will admit of 
.being doubled. See Example 42. 

3. Of the Chord 4 retarded by the Seventh. Example 43. 

In the firft Inverfion the Fourth is retarded by the Fifth. 

The fecond Inverfion 7 is the fame Chord with that of 43, which 

is ufed in Cadences or Clofes ; and fince Cadences or Clofes are performed 

upon the fifth Chord, this Seventh is joined to it occafionally. 

G As 
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As to the third Inverfion,. 4> it is to be confidered as an Anticipation, 

and therefore to fuch a Note, over which this Signature ftands, one flrikes 
the Chord belonging to the next following Note,, which commonly de-- 

[ctnds half a Note, and requires > over it. 

4. Of the Cfrord f \ retarded by the Seventh, fee 'Example 44: 

6 

5; The fame Retardation before that of 4. Example 45. 

z 

Note. Thefe Examples (hew plainly that the Accompanyment of the 



feveral Sixes now defcribed, muft be* regulated- according to the fi- 
gured Scale, and the Sevenths before it are mere Retardations or Ac- 
cents to the Sixes. 
Such Retardations are fometimes fucceflively continued in Compo- 
fitioh, where it begins with the Ninth, and goes on till to the Thkd. 
Example 46. 

The extream fharp Fifth (^) is likewife to be confidered as a Retar- 



dation; its Accompanyment is to be regulated in the following Manner 



When the Bafs Note, moves its Place, the foregping Chord muft be 
held out, and then flrike what belongs to the Third of the Key. But 
when the Bafs lies ftill, one flrikes with the Right Hand what belongs 
to the following Note, in which Cafe it is an- Anticipation, TKis Chord 
has its natural Place upon the Third of the flat Key, The following Ex- 
ample will explain it. Example 47. 

The extream fliarp fifth is ufed fometimes as a mere Accent to the 
fucceeding Sixth, and is of the fame Nature with the Chords in the fol- 
lowing Example. Example 48. 

To this Clafs likewife belong the Ninths, which I fhall treat of in a 
feparate Article. In the next it wiil.be fhewn, that Ninths proceed from 
the Invcrfions of fuch Sevenths as fyncope in the lower Parts. 



XIV. Of Anticipation* 

H O R D S, taken by way of Anticipation only happen when the Bafs 

fyncopes. 

To this Clafs properly belong thefe Sevenths, which are to be confi- 
dered as Anticipations of the next following Chord, which is cither the 

common 




A A* 6 

common Chord, or that of fi 4 or 4 the Bafs moving either a whole or 

half a Note downwards. There is no need of being puzzled at the Sight 
of the great Number of Figures, the Chords fignified thereby, being no 
other than what have been treated of already in the Beginning of this Trea- 
tife, viz.; the* common Chord with its Derivatives. 

7 

Now whenever we meet with the Figures 4 over a Bafs Note that fyn- 

2 
ijopes, it always denotes the common Chord. So that we only need to 

ftrike to fuch a Note, that Chord in which it is to be refolved, which 
in this Signature is the common Chord. 

This Signature is remarkable on account of that other of 9 8, which 
takes it6 Rife from it by Inverfion. . See Example 49. 

From the Inverfion of this Signature in a flat Key, arifds that of the 



leffer Ninth* Example 



7% 5 



The following Figuring. 5 | or z denotes always fuch a fixth Chord a« 

2 2 5 ' 
the Note over which a 6 flands, naturally requires, according to the fi- 
gured Scale. This Signature is likewife remarkable for its Affinity with 

that of \ which arifes from its Inverfion. Example 51. 

7 
The next following 5 over a Bafs Note that fyncopes, fignifies the 

6 3 

Chord of 4 L and as this Seventh is refolved in the Bafs, fo it is different 

from that Seventh which refolves in the upper Parts, though it is figurdd 

9 8 
in the fame Manner. From this Signature arifes that of 6 in like 

Manner. See Example 52. 

7 

In the next, 4 we meet with both Retardation and Anticipation, the 

3 
Eighth and Fifth is anticipated, but the Third is retarded. From its In- 



Exarnph 



Mann 



7 



2 



where this Sixth is a Retardation of the Sixth following, the reft being ail- 

Q O 

ticipated, from whence likewife the Figuring y 6 is* produced, JLx. 54.. 
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In the foregoing Examples the Bafs always moved either a whole or 
half a Note downwards, but if fuch a Seventh chances to be an extream 
Flat, then its Bafs Note, which is always the Semitone of the flat Key, 
moves upwards into its Key-note. From its Inverfion proceeds the Sig- 

nature of an extream fharp Second 5 paffing over into the third. See 



Example $5* 



XV. Of Ninths, 




N the Pra&ice of Mufick only two Ninths are ufed, the greater and 

leffer. The greater exceeds the O&ave a whole Tone, and the leffer 

a greater Semitone. 

f' £ J Greater Ninth ^ § H Leffer Ninth 

i. o. 9* *• & 9 • 

The Interval of the Ninth is properly a Second doubled, yet its Ac~ 
companyment differs from that of the Second in this Refped, that whereas 
the former fyncopates in the upper and middle Parts, the latter does it only 
in the Bafs. 

m 

III fhort, the Ninth, whether greater or leffer, is always ufed as a Re- 
tardation of the O&ave before the common Chord or its Derivatives, as 

8 6 6 

5, 8> and 4. See Example c6. 

3 3 8 r 

The flat Ninth with a fharp Third naturally has its Place upon the 

Fifth of the flat Key. Example 57. 

Some Authors make Mention of an extream fharp Ninth, which how- 
ever, with greater Propriety, is to be treated as an extreme fharp Second 
paffing over into the Third, and merely ufed as an Accent to the Third 
next following. Example 58. 

When a Ninth is to be accompanied with a Fourth, we commonly 

find it marked thusf ? 8 V this Signature likewife denotes a Retardation 







f the common Chord, and as the Ninth and Fourth are prepared either 

by $ or ^ we never need to feck for it, for it always muff lay ready 
3 5> 

beforehand, £ being only a Repetition or Continuation either of a pre- 
cecding 7 ,, the Bafs afcending a Fourth, or defcending a Fifth, or of 

3, the Bafs afcending a whole or half a Note. See Example 59. 
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When in the fame Figuring the Ninth happens to be flat, or if it hap* 
pens to be on the Fifth in the flat Key, it is likewife ufed without Syn~ 



7 



Cafe on the 
as may be feen in the folloXvmg Examph 

the fame Manner of Proceeding may be 



as in that, of ^ 8 For the ^ m uft likewife lay ready in the Hand 

4 3 # 7 ' 

we have only to find the Third to it. 'Example 6j. 



9 
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fometirnes* though .not fo frequently, 



9 



Chord 



be held out. 



'Examph 
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Hence we find that the ?reat Number of Figures need be no Means of 



according to their nature and Rife 



Memory 



Concords and E>if? 



u 



cords as they occur in the whole Practice of Thorough Bafs, as well as to 
their fucceffive order as to their Nature, Rife and Application, it may not 
be amifs before I conclude to fubjoin. 



XVI. Some Rules and Remarks, relative to the Accompany mete in 

general. . 

j., fTPHERE' muft be no great Space left between, the Hands. 

_ 2. The Bafs notes may be doubled by its Odaves (in the lefthancj) 
on the following occafions: 




M 



When T 



M 



3 



When 



When required to play forte: 
played fingle, or without Od:aves. i. In 
Solo, or to a fingle Voice. 2; When required to play p 
the Bafs Cliff is changed into a Tenor 1 Cliff. 

3. Care muft be tajcen, not to advance higher with the, right Hand than, 
f, or g, on or next to the fifth Line in the Treble. 

4. In Mufick of few Parts, the Accompanyment muft be regulated. ac- 
cordingly, and in fuch Cafe in playing the Thorough Bafs the Odtaves in. 



M 



, laterals ufed as are moil neceffary and expreffive.-. 



H 



5- 



Jfc 



z6 



r ■ * 



5. In full M dick, the Thof oiigh Baft may be played as full as p6fllble. 

If Concords, they cah ocfcafionilly alfo be doubled in the Jeft Hand, but 
if -Difcords, one takes with the Left Hand that Chbfd into which the Dis- 
cord is to be refolved ; and in order to render the Accompaniment o£ } Di£- 
cords more melodious, the Difcord real or accidental, may be taken as 
much as poffible in the Trebbie or uppermoft Parts. 

6. With regard to the Embellifhraents and Graces, how and when to be 
properly introduced in playing the Thorough Bafs, it is my Opinion, that 

a Learner of a tolerable Genius, fince it chiefly (efptfcially in this refpeffc) 
depends on Genius and Practice, may improve himfelf more in that Ar«* 
tide by frequently hearing the' Examples and Performances of judicious 
Matters, than by any Rule which can be given on this Subjedt; and that 
tillfuch times it is better to play the Thorough Bafs quite plain and to ufe 
no other than the Common Graces, viz. the TriUo's and Tranfitions to fill, 
up the vacant Spaces. &c, 

7. "Another material Point is, to know how to play a Thorough Bafs 
without Figures. 

To fiippofe it poflible to play fuqh a Bafs without Figures as exadt as 
with it," would be as inconfiftent as for one, who plays a" Violin or Flute- 
part, to pretend to guefs at all the accidental fharp or flat Marks, fuppo- 
fing them left out. Neverthelefs, whoever has attain d to a fundamental 
Underftahding and Pradice of all the Chords, according to the Rules here 
laid down, the different Moods, the Scale with its natural Figuring, and 
laftly, the Modulation into other Keys, will find himfelf not much at a 
Lofs by an attentive Liftening to the other Inftrumental or Vocal Parts, to 
plav without Figures. 

To conclude the whole, I fliall add, by way of Supplement, a general 
Example, tranfpos'd for the better Improvement of young Practitioners, 

into all Keys, which may be pradlifed according to the Rules laid down m 
fliis Treatife. 



ERRATA. 

Pjge 5. Line 1. for ^6 read ^b, 

7. 14. for not, read no, 

8. 4, blot out the firft that. 
ibid. 30. for as to the firfi^ read as 

9. 5. 1 for Of the biverfon, read Of thtfirjl Inverfton. 
ibid, 2, from the Bottom, for and its Original \ read as its Original, 

10. 20. for extreme Sixth, read extreme par p Sixth, 

13. 28. for Gadmu* read Cadences* 
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